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My work, 'Sounding.js', is both a live sound-poem and an online interactive website i that enables the user to 'activate' a recording of the performance by moving their cursor over the digital score. Composed using a complete and fully functional JavaScript, the code is presented as a phonic utterance; a vocal exploration of nonphonic programming language and the spatial and temporal possibilities of embodying the digital text in performance. I'm particularly interested in the materiality of writing in relation to the comparisons of page, screen and voice and to what N. Katherine Hayles means when she says it is crucial 'to reconceptualise materiality as the interplay between a text's physical characteristics and its signifying strategies' (Hayles 2002: 72) . The aim of 'Sounding.js' is to consider the poetics of code, specifically JavaScript, as a score for performance, and how the writing practices of computer programming might exist beyond the screen. I am suggesting an embodiment of digital text within the domain of performance and sound-poetry.
As an artist I'm interested in the event of writing, whether this is on the page, on the screen or in the mouth. In my work I employ strategies of writing that are not limited to mark making but extend into sound, arrangement and movement.
I'm interested in writing as a response to the materials of writing. In recent years, and independent to my practice, I began to teach myself how to build websites. In doing so I arrived at JavaScript and wanted to understand not only how to read and write it but also how I might explore this visually dynamic form of writing as a score for performance. I decided to explore the question, what could JavaScript sound like?
Invented in 1995 JavaScript is a programming language that executes the behaviour of websites. It doesn't control the content or the overall aesthetic of the content, these are controlled by html and css. Some people read and write in this language, but most web developers use online JavaScript libraries like JQUERY that provide useful fragments of prewritten code samples. This kind of patchwriting is what most developers engage in when writing code, it is rare that you would write from scratch. For the majority of web users this code is invisible, and when by chance or by mistake it becomes visible, it is ignored, considered as a nonnatural language, nonsensical and visually confusing. JavaScript enables a behaviour; its content is its function. As Giselle Beiguelman (2006) JavaScript is used on a website the computer 'tokenizes' the code, removing all white space, translating linguistic signs into numerical data and fixing human error as it goes, altering the text into a series of 'tokens' or blocks of code. This process questions the materiality of the human-writing of code script as the computer translates whatever we write into something else, a something else that is more functional, more accurate, more efficient and, of course, one that we could not write. Some of us may be able to read the code but only intelligent machines can execute it.
It is my opinion that some of the forms of writing that exist in JavaScript code were predicted by the Italian futurist F.T. Marinetti. Canadian poet Christian Bök, suggests that Marinetti's 'parole in libertá' (words in freedom) '…gives voice not only to the ecstatic impulses of an organic anatomy but to the electric impulses of an operant machine' (Bök 2009: 131) It is the advantage of the typewriter that, due to its rigidity and its space precisions, it can, for a poet, indicate exactly the breath, the pause, the suspensions even of syllables, the juxtapositions even of parts of phrases, which he intends. For the first time the poet has the stave and the bar a musician has had. For the first time he can, without the convention of rime and meter, record the listening he has done to his own speech and by that one act indicate how he would want any reader, silently or otherwise, to voice his work. (Olson 1966: 22) In this sense, the computer, the screen and the languages of digital domains develop further the performance of poetic texts in relation to their materiality. I'd like to draw our attention to the work of three poets/artists who have explored forms of code, post-Marinetti, and the materiality of language as sound.
Considering 'Lift Off ' (1979) by Charles Bernstein, a transcription of everything lifted off a page with a correction tape from a manual typewriter. We are confronted by a string of letters and symbols:
HH/ ie,s obVrsxr;atjrn dugh seineocpcy i iibalfmgmMw er,,me"ius ieigorcy¢jeuvine+pee.)a/nat" ihl"n,s ortnsihcldseløøpitemoBruce-oOiwvewaa39osoanfJ++,r"P (Bernstein 2010: 36) Charles Bernstein says that 'when sound ceases to follow sense, when, that is, it makes sense of sound, then we touch on the matter of language' (Bernstein 1998: 21) . When we consider 'Lift Off', visually it is not dissimilar to the appearance of JavaScript. To people who do not write or work with code, both 'Lift Off' and JavaScript can appear impenetrable. JavaScript has its own syntax, consisting of a constellation of symbols, half words, joined words, punctuation as interruption, parenthesis, empty parenthesis, repeated symbols, and equation, to name just a few formations.
In an information theory sense, the look of the JavaScript and 'Lift Off' presents us with noise; it is visually noisy but materially silent. The acoustic attribute 'noise' is what happens when we see non-word-like shapes. Confusingly, because we conclude that this noise is inarticulate, or that we can not articulate it, in actuality it remains silent. In her essay 'The Sound Shape of the Visual' (2009) Ming-Qian Ma explores these inarticulate signs saying 'they tend to be perceived, by virtue of … perceptual unfathomableness, as having reached a "silence"' (Ma 2009: 250-251) . These 'silent icons of authority ' (2009: 251) are 'extralinguistic', like code, they are engaged in cause and action. Using the acoustic attributes of the visual poem and its use as score for performance we can explore the possibilities of sound as material. It is through this idea that we can see materiality not only in terms of physical properties but as having a 'dynamic quality that emerges from the interplay between the text as a physical artefact, its conceptual content, and the interpretive activities of readers and writers.' (Hayles 2004: 72) . Bernstein has said that this is the only poem he has never publicly performed. It was, however, performed by Kenneth Goldsmith ii , author of 'Uncreative Writing' (2011) who notes 'Bernstein chooses to foreground the workings of a machine, rather than the sentiments of a human...Bernstein's poem is, in some sense, code posing as a poem' (Goldsmith 2011 17-18 ). It appears similar to the JavaScript code, although this is not a digital text but an analogue archive of writing as writing. The machine writing or, the writing machine.
Another machine, a book-machine, Steve McCaffery's 'Carnival' (1967-70) , explores the visual noise of the page as a score for his extreme live performances.
Released not only as a book but also online as a digital facsimile, the work appears, like code, to be dense, un-readable, and incorporates non-phonic symbols, (Golding 2006: 250) . Can we embody the materiality of texts within the new and evolving domain of digital language? I'm arguing that through phonic experiments the non-natural languages of the computer can perform their own materiality live.
In Sounding.js the human to computer transference of data is no longer primary. Instead, the transition from one form of language to another is the focus.
N. Katherine Hayles suggests that 'as the unconscious is to the conscious, so computer code is to language.' (Hayles 2006: 137) . 
